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The search for the sublime in the concrete is the basis ofmy thesis
exploration. Using a Hegelian approach to establish a language of form, I will
develop an individual philosophy of aesthetics through cast and hotworked
glass objects and sculptures. I will create objects ofmeditation to provide the
means for personal spiritual responses in the viewer, which question the human
condition. Using an installation based on diverse symbols taken from such
sources as Christianity, Islam, Buddhism and Hinduism, I will form a dialogue
with the viewer. This syncretic approach to my work will provide a coherent
basis for appreciation and acknowledgment of life from the banal to the
extraordinary.
IV
The search for the sublime in the concrete is the basis for my thesis exploration. Using a
Hegelian approach to establish a language of form, I will develop an individual philosophy of the
aesthetic through cast and hot-worked glass objects and sculptures. I will create objects of
meditation to stimulate personal spiritual responses in the viewer regarding the human condition.
Using an installation based on diverse symbols identified with such sources as Christianity, Islam,
Buddhism, and Hinduism, I seek to dialogue with the viewer. This syncretic approach to my work
offers a coherent basis for appreciation and acknowledgment of life from the banal to the
extraordinary.
The premise ofthis thesis is that the contemplation and realization ofan internal life aesthetic
can be facilitated through the utilization of form to establish personal icons. The body of work
represents this premise in four parts. Each division of the subject is meant to induce an aspect of a
dialogue with the viewer. This dialogue starts with a question, then follows with the processes of
examination, reflection and finally realization. Developing an internal repository ofboth form and
inquisition is the aim of this work. Primarily, it is a personal exercise to culminatemy two years of
study at RIT. Secondly, this body ofwork is intended to serve as a catalyst, causing the audience to
question their own truths as related to ones own development ofself, a consciousness ofone's spirit,
and an awareness of the Ideal.
"The process of development in consciousness is conceived by Hegel as dialectically-
opposingmovements, conflicting principles, reconciled in a synthesis that supercedes eachmoment,
only to undergo conflict itself and subsequent supersession. Each supersession includes the
conflicting moments that gave rise to it. The fulfillment of the process is consciousness aware of
itself as free cause of itself. This is Absolute Spirit, the Absolute Idea, realizable only through its
own history, The Universal in the concrete" (143, Ross).
I am a person who is governed by rules. Finding precepts to accept and live by is a
continuous task. To prove a theorem one must follow rules, absolutes. There aremany pathways to
follow in life. We all are facedwith a life journey and as a result we have to considerwhat are the
rules for negotiating that journey. This work is a formulation of a construct that has assisted me in
the discovery and creation of these rules.
PART I INFLUENCES
There have beenmany influences inmy life up to this point. The influences that have had the
greatest effect on me are my parents. They instilled a love of exploration as well as a love for life.
Stories from my father about his travel around the world and my mother's insight into people's
actions, as well as her creativity as an artist, have served me well. Having lived in Europe and the
Mid-East has also givenmemany different points ofreference. What I have learned from the art and
architecture, and from the people with different cultural and religious backgrounds I have tried to
utilize in my work and my life. Whether from Islam, Buddhism, Hinduism, or my own Judeo-
Christian heritage, religious concepts of the nature and meaning of life and reality have given me
insight into the needs of humans in their life experience. Using religion as a format for one's
spirituality can provide a basis for the applicable rules ofone's life journey. I am not a true believer
in organized religion but I do appreciate its aim ofproviding the tools to negotiate life experiences.
When contemplating my work, I look at a myriad of sources for inspiration. I look at
architecture for its grandeur and its geometry (Plate 1). I look at Hindu sculpture, Buddhist
miniature painting, illuminatedmanuscripts, and even oriental carpets (Plates 2-5). I take feelings,
histories, textures and techniques from all. That process ofgathering and sorting these things into a
2
finished piece ofwork iswhat consumesme. The investigation andjourney ofa piece are what drive
me. The finished product many times is but an added bonus.
Individual artists by whom I have been influenced were introduced to me by purposeful
investigation as well as by accident. I look at the work of Isamu Noguchi (Plate 6), his use of line,
form and his writing on meaning in modem sculpture. Arnoldo Pomodoro (Plate 7) has written
about his purpose of creating pieces for "investigation and
contemplation."Radu Varia Brancusi
(Plate 8) strives to elevate his work into something that can only be experienced, not understood. It
is a lofty goal, given people's need to strive for understanding even when there is nothing to be
understood. Rodin (Plate 9) deals withmany ofthe same issues in his work. The essence ofbeauty
is not something that can be understood. It can be truly contemplated only through the thoughts and
feelings it evokes.
A number of glass artists have had an especially great influence on my work by providing
both artistic and technical insight. The firsthand experience gained from watching and interacting
with all ofthese artists has been invaluable. Michael Rodgers shared his process ofworking through
his subjectmatter aswell as the origins ofinspiration for his work (Plate 1 0). Jane Bruce also added
to my insight into process (Plate 1 1). Her ability to quantify her own work has been invaluable to
the understanding ofmy own. The encouragement I have received from Dick Weiss and Walter
Lieberman has been two-fold (Plate 12). Looking at their work and its subject matter has grown
increasingly valuable to me as they have interacted with me not only about their process but their
thoughts and ideas about my work as well. It is the willingness to freely share ideas and
observations openly that I find to be most influential and instructional.
There are also some glass artistswhosework alone has strongly influencedme. HowardBen
Tre'swork is more about sculpture than about glass (Plate 13). While glass is hismedium, it is not
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the focus of the work. He does not let himselfbecome bound to themedium. Bertil Vallien shows
more ofa focus on thematerial in hiswork (Plate 14). Hemakes a strong use of symbolism inmuch
ofhiswork, providing a visual narrative for the viewer. I findmyself falling somewhere inbetween.
I want to use form andmaterial to create a narrative formyself as well as for the viewers. While it
is not necessary for them to see all ofmy work in the same way I view it, I would simply like them
to be inspired to question, and with that questioning gain answers or, even more importantly, new
questions. It is this questioning that draws me to Josiah McEhheny's work. His work represents a
continuous personal journey and an effort to make sense of the journey itself (Plate 15). It is the
investigation ofhis world that is the important part. The viewer sees the product of the action; the
process ofthe questioning is the work. Through all of these
artists'
work I gain a better perspective
that enhances my criticism ofmy own work.
The development ofmywork andmy own understanding of itwould not have been possible
without the influence of Georg Wilhelm Friedrich Hegel (1770-1831). His view of history as a
progression in consciousness is what intrigues and inspiresme. The idea is the force that drives the
development ofconsciousness. Hewas dialectic in his approach to rationalization ofman's sanguine
history. This dialectic process of thesis/antithesis was the only way to reach a synthesis, a higher
state of consciousness. His teleological view of this dialectic was his reasoning behind his
participant view ofhistory and the individual's relationship to it. I can relate to this Hegelian view
that the individual is being led through this dialectic process in pursuit of the Ideal.
"Now, therefore, what the particular arts realize in individualworks ofart is, according to the
Concept of art, only the universal forms of the self-unfolding Idea ofbeauty. It is as the external
actualization of this idea that the wide Pantheon ofart is rising. Its architect and builder is the self-
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comprehending spirit of beauty, but to complete it will need the history of the world in its
development through thousands ofyears"(Ross, 159).
I relate most to this position of the artist having extreme importance and yet being a
participant. Every artist I have had the opportunity to interact with has expressed this idea that it
isn't a choice; it is a necessity to create, to develop, to pursue an understanding oftheworld they live
in.
PART II THESIS WORK
.
The first piece is Line ofQuestioning. (26"xl0"x78") (Plate 16-18) It is made up of a
pedestal (14"xl0"x78") painted an extremely pale celadon. It has seven hot-formed amorphic glass
protuberances standing at regular intervals down its entire length. The pieces ofglass aremounted to
patinated copper plates that are themselves mounted to the pedestal. The glass pieces are sand
blasted except for a polished facet on the tip of each piece. On each piece there is silver lettering
spelling out the word
"Why" in seven different languages, one word per piece. The words in
English, Russian, Arabic, Spanish, French, and Korean are illuminated by a light that emanates
through the glass from openings in the pedestal underneath each of the mounting plates.
Line ofQuestioningwas placed as the introduction tomywork. It serves as a first step in the
process ofmy thesis investigation. It speaks to the universality ofquestioning through the use ofthe
various languages. The word
"why"
was used because of its primary place among questions. Why
can, and is, used to examine all other questions. Children do not ask how, where, orwhen the sky is
blue; they ask why? My use of the amorphic forms is to represent natural growths. Through the
curves of the glass I wanted to show movement, growth, a continuum. The polished facets
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emphasize the importance ofthe inscribedwords. This emphasis is further enhanced by the addition
of light. The light not only speaks to the vitality of the subject; it acts as a symbol for life. The
success oftheLine ofQuestioning is tied to the communication ofmywork. The piecesweremeant
to be a starting point for the illustration ofmy thesis work. In that regard, I feel itwas successful. It
forms a basic statement on what the rest of the work is both about and what it hopes to induce.
Taken by itself, there ismuch that could be improved upon. Ifitwere the sole subject ofmy thesis I
would have donemore to the pieces, perhaps dealing with other questions as well as increasing the
number of pieces. Technically, the only thing I would have done differently would be to use a
brighter light source to better emphasize both the piece and the light itself as an integral part of the
concept. Formulating a starting point formy work was mymain goal as related to my thesis and to
this end I feel it was successful in leading to the next step in my examination.
When dealing with questions in my life, I find it necessary to understand the process. To
form a process one has to create or discover rules, or steps to follow. This process is what I have
tried to illustrate inmy next piece, Recognition, Remotion, Response (Plate 19-21). All three pieces
are kiln cast glass. I used clear culled to produce a translucent white color very reminiscent of
alabaster. They all sit on 24"x
36"
pieces of patinated black steel that lie directly on the floor.
Recognition (8"xl4"xl4") (Plate 22) is a kneeling human formwith hands folded in its lap and face
turned upward. Remotion (9"xl0"xl6") (Plate 23) is a slightly larger human form that rests on its
kneeswith its arms outstretched and its head down over its knees. Response (12"x9"x24") (Plate 24)
is yet another slightly larger human form that rests on its stomach with arms and legs outstretched.
As well as increasing in size, the succeeding forms become increasingly figurative. Theymorph in
size and realism. They are displayed in a line facing east withRemotion to the right ofRecognition
and Response to the right ofRemotion.
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These three pieces were meant to illustrate the process of examination, specifically the
examination ofa question and the steps involved. There is first the recognition ofa question, which
involves the acceptance of it. This acceptance is why I chose to posture the form on its knees with
head facing upward to communicate a feeling ofopenness. Recognition is also themost realistic of
the three forms to show it is the beginning of the process.
The second piece is Remotion defined as the act of departing. The position of this piece is
one that communicates both supplication and introspection, leaving past thoughts. There is a
representation ofcognition ofthe accepted questionwith its outstretched arms and head turned down
over its knees. This meditative stance parallels the supplication of religious worshipers. My
response to Remotion is one that draws heavily on the prostrate worship postures ofChristianity,
Islam, Hinduism and Buddhism. This form grows larger and transforms itself into a slightlymore
figurative form. This dialectic process is concluded in the next piece Response.
Response is a necessary part of any process of questioning. The answer need not be
definitive, it can be yet another question, but it is still a response. This piece, Response, is the third
step in this process ofquestioning. Itmorphs into a larger, more figurative form communicating an
idea of growth and transformation. This transformation of form illustrates the outcome of the
process of living. Its outstretched arms and legs that are starting to rise off the floor suggest an
inherent feeling of freedom and the possibilities available to anyone willing to pursue life. It is this
continuous process that becomes the journey. One finds destinations along the way, but it is this
continuous process of synthesis that becomes life.
The creation of this piece was a breakthrough inmy thesis work. It optimizedmywork. It
has helped me understand my work to a greater extent than ever before. To this end, I feel it was
extremely successful. Iwanted it to represent this dialectic process I use in dealingwithmywork in
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a sombermeditativeway. By placing it on the floor, Iwanted it to exemplify the feelings ofworship
and universality that life represents. It embodies the sensation I achieve at times when truly
contemplatingwhy. After this piece ofexamination, I was drawn to create some personal pieces for
my own reflection.
The series ofquilted vessels are what I created for this purpose of reflection. This series is
made up of four pieces all kiln cast glass. Quilted Vessel #5 (20"xl6"x40") (Plate 25) was cast using
cullet, cobalt and borax, which created an opaque glass that contained swirls of white and blue
resemblingmarble. It is a footed boat form with variegated copper leafon the foot, the rim and the
buttons that form the quilting. Quilted Vessel #12 (22"xl6"xl6"), Quilted Vessel #13
(22"xl6"xl6"), and Quilted Vessel #14 (22"xl6"xl6") (Plates 26-31) were all cast using chunk de
verre. All three are transparent shades ofblue in color. They are in bowl form with small ringed
pedestal feet.
These four pieces were all executed with the idea of reflection in mind, utilizing Trompe
l'oeil to show the paradox that life many times offers. Things are not always what they seem.
Quilted Vessel #5 uses its opacity and decoration to force the viewer to investigate. One must
examine the form to discover what it is made of as well as find out if it is soft or hard. It is the
paradox of appearing soft yet being tactilely reminiscent of stone that provides for an interesting
dichotomy that begs for reconciliation in themind ofthe viewer. The other three vessels speak to the
same issues while at the same time expressing a purity that is communicated through their
transparency. Their ability to capture and transfer light truly illuminates the continuous process of
reconciliation oflight and dark, hard and soft. This process of thesis/antithesis into synthesis iswhat
the pieces are all about.
These four pieces were more internally motivated than the other work in my thesis. Inmy
own life, I am greatly served by objects that are useful as focal points for meditation. I consider
these to be more internallymotivated because they were conceived and executed primarily formy
own use as such iconographic objects. The success ofthese pieces can be addressed on three levels.
First, they allwere very successful technically. Quilted Vessel #5weighs approximately 200 pounds
andwas cast in a two-partmold thatweighed close to 500 pounds. The other three vessels allweigh
around 100 pounds and were cast in three-part molds. The second point is that I feel they
accomplished what I set out to do personally. They embody the questions I deal with on a daily
basis inmy work. Who am I? How am I perceived? How do I perceive others? The third and last
point is their success in relation to the audience. On this point I feel theywere not as successful as
they could have been. I have found that my audience for the pieces was much more preoccupied
with the technical aspects ofthe pieces than the concept behind the pieces. I am not sure how I could
better communicatemy aim in this regard, whether it would be through scale, color or some other
aspect. This experience of creating ofmy work as dialogue leads to the last point, realization.
Moppet, Father, andAugust are the three pieces that make up the realization series (Plates
32,33). They all measure (22"x22"x8"). They are constructed ofa fabricated aluminum and copper
framewith sides formed by burgundy-colored cast glass panels. They also sit on cast glass feet. The
interiors of the pieces are upholstered with cream-colored silk. All three have an image on a glass
plate that rests inside the boxes. The images are ofmyselfas a childMoppet, my father as a young
man Father, and my grandfather as a young manAugust.
These pieces were created to realize a sensual product for this process ofquestioning. They
form a literal outcome ofmy own internal dialogue. They embody the practical application of
questioning one's life and one's place in theworld. InMoppet (Plate 34), I am illustrating the naive
innocence that I find myself searching for in my own life: that sense ofpeace and security that is
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only available to the young. Father andAugust (Plates 35,36) are an effort to embody the source of
much of that security I had known when I was a child. Dealingwith the images as ifthey are being
put to rest is away to acknowledge and recognize those feelings that I long for. The pieces form a
peaceful resting place for thoughts of days gone by. The glass in the panels is formed to appear
quilted in the some manner as the series of quilted vessels. It speaks to the same concerns of the
inherent dichotomy of life being both hard and soft and the ever present need to reconcile the two on
a continuous basis. There is also the decorative effect ofcelebrating the thoughts and pieces of life
heldwithin. The images that are held on the half-inch plate are given depth through the use ofglass.
To the viewers, the images are clear, yet untouchable, due to the distance provided by the glass.
The intent and the vision of these pieces are realized. They speak to the realization of a
product that came out of my own aesthetic. I feel as a whole the pieces are successful. The
craftsman has answers to technique involved in the making of the piece. The only thing that I feel
would have improved these pieces would be the use of a more transparent glass. Better lighting
would have helped in this aspect, but I feel the depth and the dialogue in the quilted vessels would
have been better achieved if a lighter glass were used.
PART III CONCLUSION
The past two years spent working on myMaster's degree have been more rewarding than I
ever imagined. The process of learning all of the technical aspects of this material opened whole
new possibilities inmywork. With those possibilities came the necessity to further comprehend not
only where my inspiration was coming from but also where it was heading. In my thesis work I
hoped to encapsulate this whole process that I utilize to formmy own aesthetic. It is that search for
the sublime in the sensual that drivesme. It is through this journey ofdiscovery that I have started to
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create a vocabulary of form formyselfto furthermy journey. I do not believe I will show againwith
such a wide view of work. I plan on pursuing more work that has to do with the process of
examination, the step-by-step explanation ofa process. It is through the practice ofexamination that
I gain insight and understanding formy own life. All ofmy work is a necessity. It is not a choice.
It is something I need to do in order tomove through life. It is a continuous process ofmoving from
the banal to the extraordinary. It is a journey from drudgery to grace.
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Plate 2
Celestial Woman Under a Tree Branch
Attributed to Khajuraho, Pradesh. Sandstone, 80.6cm. AD 1075-1 100
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Plate 3
Crossing the Stream
Keichyu Yamada, Watercolor on silk, 7.5"x5". 1898
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Plate 4
M.945, fol.l07r from the Hours ofCatherine ofCleves
illuminated in Utrecht, c. 1440
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Plate 5
Peacock carpet, Mogul carpet designed by Mansur for the court ofEmperor Jahangir
early
17th
century
Plate 6
EdlaFrankau 1906-1983
Bronze with brass finish, 48.2 cm. 1929
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Plate 7
Una Battaglia: per i partigiani
Bronze e acciaio, 380cm x 360cm x 360cm. 1971
Plate 8
A Muse
Marble, \7V2". 1912
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Plate 9
The Prodigal
Bronze, 1886
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Plate 10
Sea ofWords
Blown and cast glass, engraved, 56cm x 20cm x 20cm. 2000
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Plate 1 1
Ivory/White Tall "Lidded" Vessel ("Series IV")
Blown glass, wheel-cut, sandblasted, 55cm x 14cm x 14cm. 2000
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Plate 12
El Corazon Oscuro
Monotype on paper,
30"
x 22". 1996
23
.3 So
.3 00 >
J -a
o
c
o
.fcl
t/3
3)
CO
U
24
r^
ON
On
^~-
CN
ON
ON
T (
!23 tT
8
rj-
*' t(1
O >-i
00 0E
>> *
O aj
1
i-.
50
CO
C3
o
25
Plate 15
Theory ofTears
Blown glass, text, display,
26"
x
36"
x 10 1/2". 1995
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